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-240-durée, Mittler argues that Cultural Revolution propaganda art should "be seen as one development in the broader attempt to create a new but Chinese modern art and culture" from the late nineteenth and into the early twenty-first centuries (p. 10). Its cultural products "cannot be called 'deviant' from, but should more aptly be called 'high points' of, the revolutionary norm" (pp. 125-126) . Similar to Paul Clark's thesis (2008) , this book's larger intellectual objective is to reconceptualize the history of the Cultural Revolution and its pre-and post-history as "a continuous revolution."
Methodologically, the author consciously avoids politics and focuses on "artistic and cultural production and experience" (p. 386). By juxtaposing close readings of cultural products with the memories of experience from oral history, the author aims to demonstrate the popularity and longevity of Cultural Revolution culture. Based on these sources, Mittler strives to dispel the image of the Cultural Revolution as a period of "unprecedented cultural stagnation" (p. 18) and "the exclusively negative understanding of 'propaganda'" (p. 27).
While I applaud Mittler's intellectual commitment and painstaking efforts to do justice to the complicated cultural production and experience of the Cultural Revolution, I must confess that I find the book's definition of Cultural Revolution culture problematic, its methodology flawed (especially in its selective use of sources), its reference to Nazi Germany puzzling, and its theses overstated.
What is Cultural Revolution culture? What is not?
Mittler effectively demonstrates the "continuous practice and development" of propaganda art per se during the Cultural Revolution, but her attempt to debunk the conventional view of the period as a time of "unprecedented cultural stagnation" is less successful. Logically speaking, the continuous development of propaganda art, which was only a particular type and a small subset of culture as generally understood, does not negate the possibility of "cultural stagnation" as a broader trend. In fact, the flourishing of this one particular type of culture (propaganda art) was state-sanctioned and sometimes aided by mass violence, as manifested in the campaign to "Destroy the Four Olds." With the destruction of and restrictions on many other forms of culture, Cultural Revolution culture achieved its hegemonic status. Its dominance was not a result of its inherent artistic merit alone, but rather a product of the politics of Mao's rule that largely eliminated cultural choice. Given the politicized nature of Cultural Revolution culture, Mittler's decision to avoid politics-or more precisely political and historical contextualization-is self-limiting. Her culture-centric analysis avoids the ultimate driving force behind the success of propaganda art: Maoist politics.
Similarly, the continued popularity of Maoist cultural products in post-Mao China cannot be explained by their artistic value alone. Without taking political continuity into account, textual analysis of these products, no matter how detailed, has limited explanatory power.
A cultural history without sufficient political and historical contextualization inevitably creates confusions in periodization. Revolution art) and uses them interchangeably. This pattern of imprecision often leads to conclusions larger than the evidence can support.
The author's discussion of model works is another example of conflation of concepts. Mittler effectively demonstrates that model works "make use of Chinese art forms as well as the bourgeois art form of classical and romantic music while filling both with new content" (p. 67). Then she concludes that "their artistic structure and content made these pieces anything but the product of an iconoclastic, and even less a xenophobic era, as the Cultural Revolution is so often described" (p. 75). Here the implicit straw man is the inference that because the Cultural Revolution was "iconoclastic" and "xenophobic," neither foreign nor
Chinese traditional music forms were allowed. No scholar has made such a claim.
A musical style with neither Western nor Chinese traditional elements is simply unthinkable, unless the Cultural Revolution composers were "from the stars."
In reality, the use of Western and traditional art forms had no bearing on the As someone who has been regularly conducting oral history interviews for several years, I must confess that I find the author's efficiency astounding.
Excluding the nine taxi driver interviews and three others done in Heidelberg, Germany, the rest of the interviews, 28 of them, were completed within two "1930s," "1940s?," "mid-1950s," or "ca. 1960 . The appendix does not provide the exact dates of the taxi driver interviews. Jingyao's lifelong pursuit of justice, they will find this book disorientating.
In the first sentence of the preface and the last sentence of the conclusion,
Mittler twice quotes painter Huang Yongyu: "We have to admit that the Cultural Revolution was a very interesting drama. Unfortunately, the price of the ticket was too expensive" (pp. xi, 387). Mittler seems to suggest that Huang's emphasis is on "a very interesting drama," but clearly he means to highlight the cost.
Omitted by the author is a sentence immediately following the above quotation:
"So much time, so many lives, blood, and tears. The Nazi Germany comparison
Mittler starts the section "Art as Propaganda" in Introduction with a popular German joke about Joseph Goebbels, the Nazi propaganda master (p. 7). Then she proceeds to confess her own long-held puzzle: "Even for research purposes, it is not easy to get hold of the propaganda films from Germany's Nazi regime, but the propaganda model works from the Cultural Revolution are not only no longer restricted, but since the mid-1980s have been selling extremely well" (p. 8). Soon she suggests that "Mao 'the monster' and Mao 'the man' have somehow become decoupled, a phenomenon one could observe with Adolf Hitler in Nazi Germany, as well" (p. 28). At the point, most readers will probably eagerly wait for the author to shed light on this Germany-China comparison, but they will be disappointed. Mittler may find this answer unsatisfactory, but it seems unfair to accuse Chang for being oblivious to the longevity of the Mao myth and its attendant culture.
Coincidentally, the elephant in the room is also noted by Cui Jian (1961-), the godfather of Chinese rock music, whose songs Mittler examines in great detail (pp. 105-106, 114-116) . Recently Cui spoke to young people: "Don't think that because you are twenty or thirty years younger than I am that we are not the same generation. As long as Chairman Mao's portrait is still hanging on Tiananmen, we all live in the same age." 
